Introduction
The presence of the Chinese in Cuba, often disregarded on the level of global consciousness and even within Latin America, began in 1847 and has endured to this day. From the mid nineteenth century to World War One, Chinese nationals, overwhelmingly male, migrated to Cuba for economic imperatives to replace the terminated African slave trade and work as culis (coolies) in the sugar plantations under Spanish rule. The Chinese immigrants integrated into and influenced Cuban societypolitically by participating in the Cuban Wars of Independence and the Cuban Revolution, and socioeconomically by establishing Chinese-oriented organizations and businesses. They also indelibly altered the demography of Cuba by intermixing with African immigrants and mulattas, producing mixed-race descendants. While there are currently only around 200 pure Chinese natives registered in Cuba, there are over 3,000 Cuban descendants who can claim Chinese heritage. The Chinese contributions to Cuba have largely gone unrecognized, but the idea that the Cuban racial identity is composed of the Spanish, African, and Chinese respectively is reflected in seminal literary texts and academic discourse.
This article focuses upon how Chinese-Cubans construct their personal and collective
Chinese-Cuban identity in their artistic and cultural products by examining the evolution of the features and the provenance of these selected products, and how they reflect the Chinese imprint, both subtle and manifest, on national Cuban culture. By analyzing examples from the visual arts of Pedro Eng Herrera, Flora Fong, and Wifredo Lam, and the written works of Regino Pedroso and Zoé Valdés, I examine how their representations were affected by the biographical events of the producers' lives and the prevailing racial politics of their time. While these five producers are not necessarily representative of all Cubans artists of Chinese descent, they were chosen for their varied backgrounds, mediums, and time periods, as well as their achievement of relative prominence in their fields. The analysis of their products would be a starting point to be applied to a wider range of works.
The existing literature on the Chinese presence in Cuba has mainly examined the community through an isolated anthropological, literary or historical lens. This article investigates how these representations, which span across different mediums, have changed over time alongside the changing circumstances and character of the Chinese community in Cuba, from the first Chinese peoples' arrival to contemporaneity.
Theories on Representation
William John Thomas Mitchell defines representation as the definitive human activity to express one's will, at once aesthetic and political, for aesthetics are never purely imaginative but inextricably bound to the political conditions in which the producer is mired (11). Gayatri Spivak takes this further by applying it to the subaltern, a marginalized group subordinate to a hegemonic power, but not fully submitted to its point of view. She theorizes that they cannot represent themselves in ways that is not a product of the dominant discourse pre-established by hegemonic powers, because their subjective consciousness is constructed by that selfsame discourse . Applied to the Chinese Cuban mestizo community, indeed their aesthetic representations are products of their sociopolitical positions, which have been marginal to the dominant discourse of European Spanish colonialism and even Afro-Cuban identity.
The arts are a means through which one may represent, but the result, the sign, is ultimately a dislocation from and may misrepresent the original will, which may not even be a coherent entity, and needs to be in conversation and in context with a larger network of signs in order to represent . To represent is not just the simple will to express something in material or immaterial form, but other motives are bound in what the producer is trying to achieve and make their viewer feel, in this way the producers attempt to exert control over their representations.
Representations may also defy the will of the producer and acquire new exogenous meaning, but nonetheless still explicate the producers' sociopolitical positions, and this is especially clear in the visual artist Wifredo Lam's case, as elaborated upon in the section "Strategic Self-Orientalization." Furthermore, Mitchell also argues that representations have been restricted in every society, whether explicitly through the law or implicitly through informal power networks ("Representation" 15).
Hence, I will be attempting to determine the time periods during which the Chinese-Cubans were allowed and forbidden to represent themselves through their cultural production, how they were restricted by the extant power structures, and how they may have used symbolism to mask their intentions.
For the purposes of this article, I define "Chinese-ness" as any overt or implied reference to the ethnicity, identity, and aesthetic of the Chinese. With regards to this claimed ethnicity of Chineseness, Werner Sollors elaborates that ethnic identity is constructed and claimed by a people with previously distinct identities but a growing sense of community due to circumstances such as conflict, enslavement, or mere coexistence, a process termed "ethnogenesis" by Andrew Greeley (Werner 57).
Generational factors also affect the process of ethnogenesis. The American historian Marcus Lee
Hansen articulated a law stating that the first generation's religion, which may be considered in terms of ethnicity or attachment to a place, will often be rejected by the second generation, which has never experienced the place of origin, only for the third generation to reaffirm their inherited ethnicity through abstract and imagined attachment (Sollors 216). This law applies to all the cultural producers under inspection, as they are all second or third generation Chinese Cubans. These second and third generations inevitably experience a sense of double consciousness, which W.E.B Du Bois's establishes as "this sense of always looking at one's self through the eyes of others, of measuring one's soul by the tape of a world that looks on in amused contempt and pity" to describe the Negro's perennial state of self-consciousness and negotiation of their double selves in America (Du Bois 3). This also describes the conditions under which the Chinese Cuban artists in this article operated. Sollors expanded upon this to describe how ethnic authors engage in a double consciousness arising from their ethnic dualism in their attempt to appeal to various types of audiences (252-55). As a subset of their presumed audience would consist of outsiders unfamiliar with the particularities of the writer's ethnic culture, the producers translate and mediate their culture for them, evidenced by their strategic choice of language, descriptive explanations, and even certain plot elements. This may be motivated by the political desire to gain cultural currency, to increase readership, or even to maximize the new possibilities arising from this unique voice. Sollors cites examples of ethnic writers who use their double consciousness as a tool to playfully tease their readers into doubting the reliability of the writer's ethnic representation, a technique that Pedroso used in his cryptic poems and will be elaborated upon later (252).
Constructions of Chinese Identity in Cuba
The sociopolitical position of Chinese immigrants in Cuba relative to that of the Spanish, Africans, Indians, and subsequent immigrant groups has shifted in progressive stages from their arrival to contemporaneity, from the time of the slave and coolie trades, the Wars of Independence, the U.S. However, the Chinese remained marginal to the Cuban racial discourse in the early twentieth century, with Fernando Ortiz's groundbreaking polemical writings on black empowerment activating a mostly binary scheme of the dominant white man and noble black savage, mostly mentioning the Chinese in exoticizing and vulgar terms, according to 155) . Native laborers and Spanish merchants resented the economic success and perceived isolation of the Chinese shop owners, especially during anti-foreigner sentiments and collapse of sugar prices of 1920s to 30s
Depression era (López 192, 220) Market forces ultimately often played a dominant role in the cultural producers' identity construction; I do not believe that portraying their Chinese-ness was an autonomous decision on their parts. I explain two seemingly contradictory themes that play out simultaneously-the producers' strategic self-Orientalization, alongside their assertion of Chinese identity. How each producer constructed Chinese identity in their works depended on the degree to which the producers' families transmitted Chinese culture to them, their incentive to self-Orientalize in response to market factors, their desire to assert and reclaim the Chinese identity in Cuba, and the utility of using their Chinese identity to achieve other political goals.
Familial Transmission of Chinese Identity
All the producers had Chinese family members, but the degree to which these family members imparted their knowledge of Chinese culture to the producers varied greatly. Pedro Eng Herrera's father was highly educated with strong transnational ties back to China, becoming a relatively wealthy businessman and marrying a white Spanish woman. Hence, he was able to pass down aspects of the Chinese culture, such as the art of calligraphy, to Pedro, which was an instrumental influence for Pedro especially given the early death of his Spanish mother. Flora Fong García was born in Camagüey to a Cuban mother and native Chinese father from Canton, a well-educated man who imparted Chinese craft knowledge such as kitemaking on to Fong (Fong 126). Wifredo Lam's father was similarly educated and cultured, however his death when Wifredo was relatively young and the strong African influences of Wifredo's mulatta mother possibly mitigated the Chinese influence upon Wifredo. The privileged and educated Chinese, more so than coolies, had the wherewithal to culturally transmit Chinese culture to their children and assimilate into Cuban social and professional circles, and this affected the degree and manner in which the producers later constructed their Chinese identity in their works.
Regino Pedroso had almost the same racial mixture and familial circumstances as Wifredo Lam, with his father being absent during his formative years leaving him to be raised by his African mother. However, Pedroso primarily activated his Chinese identity in his poetry instead, and did not focus on Africa-related themes, while Lam did the opposite. This suggests the importance of other intervening factors after childhood and during adulthood.
Zoé Valdés is the only third generation Chinese, the rest of the producers being second generation, suggesting greater relative distance from her Chinese culture. Furthermore, her grandfather hardly spoke during his older years, and never about his coolie experience, hence Valdés could not have conceivably learnt much about Chinese history or culture from him. These examples suggest the necessity of considering familial context to evaluate how each cultural producer demonstrated their Chinese-ness in their work, amidst other intervening factors.
Strategic Self-Orientalism
Self-Orientalism, as developed by Arif Dirlik in relation to the Chinese, and by Frank Scherer even more specifically in relation to Chinese Cubans in his article "Sanfancón: Orientalism, Confucianism and the Construction of Chineseness in Cuba, 1847-1997," is the articulation by the Oriental subjects of their own essentialized and distinct traits based on the Western Orientalist assumptions. The concept is derived from Western Orientalism, first fully developed by Edward Said and used in discourse as the Eurocentric Western gaze upon and construction of the Orient and its peoples, often exoticizing, othering, and essentializing them, rendering them peripheral to the European center of power. Said also writes that this deprives the Orientalized of the ability to speak for themselves (7-9). Dirlik strongly suggests that Asian subjects too participate in and legitimize the process of Orientalism by accepting and incorporating the West's Orientalist images and "invented traditions" into their self-conception (96-118, 104-12.) . This self-Orientalism allows the producers to strategically capitalize upon and benefit from new circumstances that reward those who can claim an Oriental identity. These favoring circumstances include the new diplomatic and economic relationship between China and Cuba birthing opportunities for the capturing of cultural capital and tourism dollars. Although the term "self-Orientalism" may appear to be a criticism of the producers who engage in it given the negative connotations of the term Orientalism, I argue that these producers are simultaneously reclaiming Chinese identity from its previously marginalized position and reshaping the discourse of Orientalism.
In this context, in order to gain the benefits of self-Orientalism, a Cuban producer of Chinese culture must be able to legitimately claim descent from the Chinese. Flora Fong, a second-generation Chinese-Cuban visual artist, takes great pains to do so. In publishing her book Nube de otoño in 1997, a semi-autobiographical collection of her works and critic's essays, she painstakingly makes her Chinese descent clear, including a photograph of herself holding a photograph of her Chinese grandparents. She explicitly states that the title is a Spanish translation of her Chinese name, spells out her Chinese influences, and purposefully includes essays that valorize the Chinese components of her work, inserting herself into the canon of Chinese-influenced art (Fong, Nube de Otoño 6). This intentional highlighting of her Chinese-ness was not so much an organic result of her upbringing, but instead self-constructed during her adult years and professional life. (Pedroso, El ciruelo, 17) . In his poem "Salutación a un camarada culi" published in 1930, he expresses consciousness of his absorption of Chinese culture through a European lens, in "aunque hasta mí llegaste vestido a la europea" (14). He also makes generalized and absolute claims about the "Amarillo", describing their materialism along with their ephemeral and philosophical treatment of life's vicissitudes with a singular wisdom (Pedroso, El ciruelo, (18) (19) . This is a result of his assimilation to the larger Cuban culture and distance from his Chinese ancestors, hence resulting in certain glaring inaccuracies in his representations of the Chinese. eternidad del instante, with a disclaimer that her story is a fictional reimagining of her grandfather's life, and hence inevitably betrays the actual details of his life (Moltó n.pag.) . Within the story, she displays an understanding of her strategic self-Orientalizing through her character Won Sin Fon, a Chinese acrobat who fakes a strong Cantonese accent when it is useful, but drops it in serious situations. She almost satirizes her own essentializing of Chinese culture in the line "El anciano, además, dotado de una gran paciencia, china por supuesto, escuchaba sin protestar su perorate cotidiana" (Valdés 261 ).
This does not, however, necessarily mean that she and the other producers are hence poor representatives with less authority to speak to being Chinese. While second and third generation producers, distanced from their Chinese origins, inevitably committed errors in rendering the Chinese culture, and their attempt to assert their new ability to represent themselves has traces of Western Orientalism, this is inevitable considering that they were born and raised in Western environments. upon the "delicadez y la finura de su ejecución" from "esa cultura sínica" which Lam received from China (9). Ortiz also claims that Lam's childhood knowledge of Chinese ideographic writing translated into his tendency to use symbolism, which sounds uncannily similar to what Flora Fong attributes to herself. Lydia Cabrera, a close friend of Lam's, said that his Asian and African lineage was expressed in his art, which was not "exotic" or "vulgar" (Balderrama 47) . His Chinese heritage appears to be romanticized as giving Lam the almost indiscernible sensibility to approach other subjects which are more easily and visually detectable in his works.
That being said, certain critics and friends of Lam have countered that it is misguided to understand his work solely through the lens of his mixed heritage. Michel Leiris, for one, argues that nothing about Lam need be explained by his race (Fouchet 1986, 11-12) . Other artists who possess the same heritage may not have expressed the same tendencies in their work at all. Indeed, there exists a tension between understanding an artist as an ethnic artist, and understanding their work without imputing ethnic influences. Since Wifredo Lam produced his work before the full commercialization of the Chinese culture was underway in Cuba, and was exposed to so many other cultural influences in his adulthood, I postulate that he had no strong incentive to Orientalize himself. Perhaps the retrospective Orientalizing of Lam by others was motivated by the desire to coopt one of the most treasured Cuban artists into the Chinese canon in order to lend credibility to the Chinese presence in Cuba. Wifredo Lam is a counter-example to other self-Orientalizing cultural producers-while he may not have Orientalized his own work, his audience endowed Chinese-ness onto it demonstrates the same strategic incentives that motivated the other producers.
While we may recognize the self-aggrandizing motivations behind Orientalizing their own culture and work, the producers at the same time exercise their right to reclaim their Chinese identity.
I do not believe it is judicious to make definitive claims about the their intentions, and moreover these isolated examples are too few to enable making broad generalizations about all Chinese Cuban producers, however the extracted themes are still useful as evaluative frameworks to consider representations of Chinese Cuban identity.
Assertion and Reclamation of the Chinese presence in Cuba
Despite the fact that some of the producers practiced self-Orientalization, they never fully conformed to Western Orientalist methods, and often skillfully subvert Orientalist assumptions of the Chinese. They have also addressed the discrimination and marginalization that they as Chinese in Cuba had experienced, and in doing so, they reclaim their identity and distinguish themselves from any literary tradition of representing Asians without incorporating the voices of Asians themselves.
Especially in this contemporary context, which allows and celebrates the exploring of multicultural identities, a safe space has been opened for the producers to exercise their self-explorations of their Chinese roots. This typically only occurred later in adulthood when they presumably had the intellectual and mental confidence and maturity to do so, after previously refraining from demonstrating their Chinese identity for fear of being marginalized.
Pedro Eng Herrera, for one, has expressed his disapproval of this commercialization of Chinese-ness for personal and economic benefit, and said that his personal reason for depicting Chinese culture in art is to spread awareness of the Chinese in Cuba and to safeguard his Asian lineage through a "vaso comunicante" (Personal Interview with Pedro Eng Herrera, 5 Mar. 2015) . While his paintings have been exhibited nationally and in the 1991 Havana Biennial, he no longer sells his art, and appears to be less of a commercial artist than an academic documenter of the Chinese in Cuba.
He has participated in academic conferences in Guangdong and Hong Kong, and this intellectual Fig. 1 . Estrellas chinas en el ejército mambí. Pedro Eng Herrera. 1998 . Acrylic on cardboard Pedro Eng Herrera also incorporated Chinese elements in his work since the beginning of his painting endeavors in 1956, instead of only claiming it later when it was more strategic to do so; one of his first pieces is of a vase with a woman dress in Chinese garb on it, painted in an impressionistic style (see fig. 2 ). He taught himself to paint, and his naïve style of painting, in which subjects and techniques are considered childlike and not technical, and lack of abstruse symbolism and Surrealist influences suggest that he has not prioritized artistic excellence and precision to gain renown. Unlike Fong, he provides no translations for Chinese calligraphic inscriptions of poetry on the canvas, indirectly excluding the non-Chinese reading audience and leaving the reader to understand it themselves. His relative lack of double consciousness and strategic self-Orientalizing in this instance suggests the purity of his intent. representations. They were also incentivized to strategically and subversively use Chinese identity to achieve other political goals, such as masking a call for socialist revolution. This self-Orientalization resulted in work layered with intention, occasional inaccuracy, and yet cultural pride, and an interpreter of those works would be remiss to assume that the Chinese identity represented stems solely from the artists' ethnicity.
What is the underlying, transcendental takeaway here? I had initially set out to identify a unified and broadened discourse within the study of the Chinese in Cuba with regards to their cultural production. However, this research has instead led me to conclude that "Chinese Cuban Cultural Production" as a well-defined, categorical framework simply does not exist. There is no useful singular and unified schema with which we can evaluate and understand their work, given the complexity of their conditions of production. Now that the Chinese have become almost completely assimilated into Cuban society, any activation of a Chinese identity by a Cuban is undoubtedly self-conscious. One would be hard-pressed to find any Cuban today who actively practices Chinese culture, but it would be fairly common for a mention of a distant Chinese great-grandparent or relation in conversation.
There is no way to verify the truth of such a claim, and there would be no point in doing so either.
Chinese ethnic identification in Cuba, as it exists in its fragile and malleable form, is at this point selfcreated.
Should an aesthetic representation be labeled as "Chinese Cuban" with distinguishable Chinese influences simply because it is created by someone with a claim to Chinese heritage? Perhaps the broader lesson here is that one will always run the risk of misinterpretation when using an ethnic group as the sole categorical framework for cultural analysis. Hence, one should remain vigilantly aware of the tenuousness of that framework, and always venture to utilize other frameworks to deepen their understanding and understand the other forces acting upon the producer.
